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INTRODUCTION 
In thie survey, the term Piano Trio shall be applied to those musical 
compositions written for the piano and any other two instruments. Common 
usage general1y implies compositions for piano, violin, and 'cello; how-
ever, we shall use Piano Trio in a broader sense so as to be able to includ.e 
such works as the Mozart and :Beethoven Clarinet Trios and the Horn Trio of 
:Brahms. 
Though the subject of this survey is the development of the piano 
trio, the author felt that he should, in a very genere.l way. give some 
idea as to the origins of the form, and. from whence it came. There is a 
section dealing with the predecessors of the piano trio; but this ic nec-
elsari1y treated in a most cursory way. For this 1ubject is in itself a 
highly complex one, and it would require many volumes to discuss compre-
hensively this important period of musical history. For further material 
on the subject, the author suggests t~• smell volume Chamber -Mu•tc by 
A. JVatt King, or t _;he more detailed end. se,holarly volume entitled Earll 
Chamber Music, by Ruth Halle Bowen. - '.rh~s latter work deale essentially 
with the period from about 1600 to 1750, which is approximately where this 
survey begins. The first seven chapters of Homer Ulrich's Chamber Music; 
the Growth and Practice of ~ Intimate ~ also give much interesting and 
helpful background material. 
The main body of this work will discuss the development of the piano 
trio itself, how it began and how 1 t grew, the developments and contributioll 
1 
made by the more significant composer•, the literature for piano trio, 
and how this species of chamber music reached ite highest point of develop-
ment in the works of Johannes Brahms. 
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CHAP'l'ER I I 
THE PREDECESSORS OF THE PIANO TRIO 
Up to about 1600, far more music had been written for voicee than had 
been written for inetruments; thh a·eems quite natural if we recall that 
singing is an older and more natural ·form of expression than is playing. 
It was in the latter half of the sixteenth century that chamber music began 
to evolve from its highly complex anceetors. However, it is impoesible 
to point to any one date and to say that it represents the year in which 
chamber muaic began. 
The term itself at least suggests the place where this species of 
muaical form originated. In Italy as early aa 1580, one of the favorite 
typee of musical composition waa the sonata de. camera; the term has two 
important connotations: it was music to be sounded (aonata) aa opposed 
to music to be sung (cantata). This music was intended to be performed in 
the chamber (camera) of a princely court, and was written on fundamentally 
different principles from church muaic (musica da ehiesa). Early in its 
history, in fact from its very beginnings, chamber music had one feature 
which distinguilhes it from an other varietiea of instrumental mu.sie; that 
is, the playing of the indiyidual parte by just a eingle instrument on each 
part. However much 'the scope and meaning of the term has varied through 
the years, this characteristic has remained constant. 
The three countries where the conditions of life were most favorable 
to the growth of eueh an art were Italy, England, and Spain. It is an 
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interesting fact that Germany and Austria, which later saw the fruition 
of this art, had virtually no contributions to make to its early develop-
ment. 
During the hundred years before 1750, the most representative sort of 
chamber music was the trio sonata, a musical composition written in three 
:parts with the upper two parte having a similar range and pattern and a 
lower part which was usually a figured bass part. All the important com-
poser• of this period wrote trio sonatas, and this tremendous literature 
represents some of the finest music of the entire Baroque period. The 
great number of composers of this era pree1udes a discussion of their 
mu•ic here; just a partial list of composers who wrote in trio sonata form 
looks like a listing of the higher: musical hierarchy. There are trio 
sonatas by Legrenzi, Vivaldi', Corell!, Tartini, Locatelli, Torelli, 
Gemini ani, Caldera, Dal 'Abaco, Porpora, Purcell, Couper in, Buxtehude, 
and many, many others on through :Bach, Handel, Haydn, Gluck, and Mozart. 
There were usua,ly four rather short movements, and they covered a 
wide range of style, feeling, and tempo; simple lyric movements usually 
alteme.ted with more brilliant contrapuntal sections. 
As to the dietribution of 1.nstrumental voices, the trio sonata ie 
essentially "a species of composition characterized by two treble parts, 
a bass part for one or more bass instruments reinforced by the keyboard 
continuo, and the absence of a written tenor part. (The empty space 
thus created in the tenor region was to be fi11ed with the chords and 
'l passage work of the keyboard continuo.)" 
l. Ruth Halle Rowen, Early Chamber Mus te, New York, Columbia University 
Press, 1949, p. 21. 
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There were categorica11y two kinds of trio sonata, the difference 
being mainly in the function of the base. One type had a bass line which 
acted as the harmonic basis; in t his type, the two upper parts were 
melodically the most important. In the other variety, the bass was at 
e~al melodic importance to the two upper parts. 
The terminology applied to this music can become confusing when we 
consider that there are trio sonatas for one, tWJ, three, four, and 
occasionally even for five instruments. However, it clarifies the dtuatioJ 
if we understand that in this connection the wor4 trio applies not to the 
number of instruments, but rather to the number of voices; it is possible 
to have a trio sonata for organ alone, for despite the one instrument 
there can be three separate voices. There can also be a trio sonata for 
a clavier and one violin; the violin takes one voice.the right hand of 
the piano a second voice, and the left hand of the keyboard instrument 
the third. voice, resulting in the necessary three voices for a trio 
sonata. 
In such caees as trio sonatas for two violins and a keyboard inetru-
ment, the left hand of the clavier usually functions. not as an independent 
melodic voice, but rather as a basso continuo to support the three upper 
voices. Where there is a trio sonata for four instruments (as for 
exeJDnle, two violins, a 'cello, and a clavier), the three strirtged instru ... 
mente are given the three melodic voices; the right hand of the clavier 
pl~s in unit!lon with one of the violin parts, and the 1.eft hand rein-
forces the ~ho1e with a basso continuo. The above description can serve 
to give only a most general idea of the character of the trio sonata. 
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It is easy enough to see how the trio sonata eventually developed 
into the ensemble clavier trio. In 1740 Leopold Mozart was writing trio 
sonatas for two vio1 ins and ·cemba1o, but by 1750 he was writing a Trio 
for cembalo principa'lo, vio'Uno unisono e vio, ineceJ.1 o. An examination 
of the works of O.P.E. Ba.ch wtll show a similar development; and the 
influence of thls member of the i11ustrlous fami1y can be clearly seen 
in the early ~lavier trios of Haydn. 
At about this same time, the solo clavier sonata began to emerg~; 
a. performer on the keyboard instrument was ab,.e to play several voices, 
with the left hand accompanying the right, or with the two htJnds playing 
contrapuntally against each other. Composers took the then developing forms 
and began to write music in these forms for the solo keyboard instruments. 
Suites for the harpsichord had been written throughout the seventeenth 
century; but now the clavier tone had_ deve1oped to the point where it he.d a 
large enough volume to be heard through two stringed instruments, so that 
if a viol in and a 1 cello accompaniment were added the clavier could sliD 
be heard. The violin usua1Jy doubled the top line of the keyboard_ -part and 
the 1 ce1 ,_o doubled the bass line to give to it more volume.- And so 1 t was 
that gradual 1y the c1avier trio began to emerge from the trio sone.ta. and 
from the solo clavier sonata at about the same time ln mu.sica1 history. 
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CHAPTER III 
HAYDN 
H~dn 1 s compositions for piano trio total approximately thirty-five, o 
which thirty-one are now available in :r;>rint.1 They are closely modeU ed 
upon similar works by C.P.E. :Bach, and are essentially the first works we 
have of any real significance written for the specific combination of piano, 
violin, and 'cello. Hqdn wrote these trios throughout ell his creative 
periods, excepting his very first period. 
The trios contain many excellent examnJ.es of the smaller forme; 
that is, such forms as alternating variations. seetione1 rondos, lyric ABA 
(in the slow mo..-ements), and especially the many movements leading directly 
into the fina1es. 2 Haydn seems to write as though he felt the quartet to 
be more symphonic in style, and the piano trio to have more the character 
of a composition for a solo keyboard instrument accompanied by obligato 
violin and 1ce11o.3 
1. The author win use the numbers given in the Peters Edition. ( Cf. 
Appendix II). 
2. This device is used but twice in all the string quartets. 
3. Walter W. Cobbett, Cyclo~edic Sur...ef of Chamber Music, Vol. I, London, 
Oxford University Press, 1929, P• 5 2. 
In examining the pianoforte parts of these trios, one discovers an 
apparent affinity to the solo piano sonatas. In the sonatas, there is no 
sign of the virtuoso technique sueh as one encounters in the piano sonatas 
of Mozart. Haydn was impressed with the keyboard style of C.P~E. :Bach, 
and in Haydn's piano sonatas there are many stylistic features of C.P.E. 
:Bach's keyboard style ••• repea.ted notes, en abundance of ornaJilent, pu1.i:lat1ng 
sextuplet figure a, and chords which' .ranged or er the five oct aves of the then 
contemporary keyboard. 
Only the very earliest of' Haydn 1s sonatas show any of the qua.litiea 
suggestive of' the harpsichord; in these early sonatas we find occasional 
answer phrases, a change of register, or a similar passage repeated with 
a change in dynamics. :By about 1760, the piano was beginning to displace 
the older instrument, though the harpsichord was stil l being used to 
accompany such performances as those of oratorio and of opera.1 :Both ~vdn 
and Mozart explicitly refer to the forte-piano as the instrument on which 
they played and for which they wrote, and it is probably more of an error 
to perform these works of these two composers on the harpsichord than it 
is to perform them on a modern grand piano. In a most interesting 
article, :Broder concludes that: 
1 
••• the available evidence, then,justifies the assumption 
that all ofMozart 1e sonatas for 1olo clavier, all the 
clavier concertos, beginning with K. 414, and all the chamber 
music with clavier composed after 1777 were intended for the 
piano • • • Wevertheless it is our opinion that a performance of 
a Mozart piano work, by an intelligent and sensitive artist, on 
a modern piano, il closer to what Moz~t must have had in mind 
than a performance on a harpsichord. • 
l. Rosemary HU«hee, Haydn, London, J .M. Dent and Sons, Ltd., 1950, p. 140. 
2. and the in The Musical ~terl;v, 
4, ---
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It is only between 1760 and 1770 that piano sonatas become more 
important as musical compositions; before this these works have the 
character of the suite, in which each movement is in the same key, and in 
which there is very little use made of modulation. It is not until about 
1765 that Haydn begins to write piano trios: and if the piano was coming 
into general use in the 1760 decade, it seems to suggest quite definitely 
that the trios were written for the piano rather than for any other key-
board instruaent. 
Where the piano sonatas and trios are so closel y related i n many 
other aspecte, we also find that they are similar in technique; there ie 
also a C.P .E. Bach influence in the trios., One aul d cite almost any 
m<Nement r£ any trio to show the frequent use of ornaments, turns, trill s, 
paning net es, and other ._such characteristic devices. In the !!:.!2, ~ Eb 
Minor (No. 18), the~~ are many passages where the sextuplet figure is used, 
both as a. melodic figure . M t a.s an ~coompaniment figure. (Ex. 1 ). In the 
Trio in ~Major (No. 13), the entire bo~ of the first movement is pro-
pelled by a. tripl et figure, which gives a. feeling of unending moment'UID to 
the movement. (Ex. 2). In the first movement of the Trio in Eb Minor 
(No. 18), much use is made of the turn. (Ex. 3). 
In most of the trios, especial ly the earlier wnrke, the principal 
function of the violin is to accomoany the piano in the mel odic l ine. as, 
for example, in the opening bars of the ~in~ M&Jor (No. 6). (llx. 4). 
In other instances the same technique is employed; sometimes the viol in 
sings the theme an octave above the piano, and at other times an tjetave 
bel ow the piano. However, much of the time the violin simpl y takes the 
upper voice of the piano part. 
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Double stope are rarely used. In thoae infrequent plaees where they 
are used, it 1B usuaUy at a cadence and the main f'uncti on of' the double 
stop ie to reinforce the harmonp, as in the closing bars of' the first 
movement of' the Trio .!.! ~ lajor .(No. 6). (Ex. 5). 
The 1cel1o parts are even more simple, and even more cloeely linked 
to the piano part than is the violin. Whereas the viol in occasionally has 
an independent melody, supported by a piano accompaniment, the 1cello parte 
have not yet developed to the point of independent melodies; it consis-
tently doubles the baes part of' the piano as, for example, in the first 
movement of' the Trio in Q Major (No. 1). (Ex. 6). In the opening bare 
of the Trio in ! Major (No. 4), the bass of the piano part is marked 
Staccato assai; the 1 ce11o imitates thie by playing Pinicato exactly 
the same notes. (Ex. 7). In most of' these trios, the piano part cou1d be 
played as a clavier solo, end it would still sound like a complete musical 
composition. We caa best see :J!qdn 1 s development of the form if we 
examine these trios chronologica,_ly. 
Tbe first two trio• (Nos. 19 and 26) were written during Haydn's 
second period of composition, (1760-1769). The piano part is the most 
important part; the violin usually but duplicates the highest nice and the 
'cello reinforces the bass, giving to it more volume. The opening bars of' 
the Menuetto from the !!!2 ~ ~ Minor (No. 19) are typical of' the trio 
style of this period. (Ex. 8). The character of the solo clavier suite ie 
renected in No. 26; there are three moTements, all of' them in the same 
key of F major. The first movement is tn the classical sonata f'onn; the 
second is a Menuetto, and the third is an Adagio Theme with Variations. 
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Throughout all three movements, the 1cel1o part is poetically identical 
with the bass of the piano part. Haydn's piano had but a very slight 
vol ume, and the function of the 'cel l o in these early works is a~parently 
to increase the vo~_ume. The piano part is characteristic of the keyboard 
writing of the times; there are simple aeeoJn:Paniment chords, left hand 
triplets under a right hand melod7,_ many ornaments, crossing of the hands 
(as in the development section of the first movement), and instances of 
the Alberti bass. The violin retal ns a certain smount of independence, 
but it ahowe noa"e of the brilUsnt virtuo~i~y to be seen in t,he firat 
-> 
violin parte of the string quartets of thie eame period. 
There is some question as to the authenticity of the third trio 
(No. 12, inC majorJ, and there is every possibility that this delightful 
work is by Michael Haydn.1 
In hie third period, Haydn wrote but two piano trios (Nos. 27 and 28). 
~t thia time (1770-1779) H~dn was indulging in a more personal expression 
of hill feel inga, and thie rather undevel oped form seems to have held litt'te 
attraction for him. The two t rioe of this period reflect a similar de-
pendence of the 'cello on the bass of the piano part, and there ~much 
constraint in the violin part; actual l y these trios hardly differ from the 
earlier compositions in this form. 
The fourth ~iod of ampoeition (1780-1789) saw the creation of eleven 
more ~iano trios (Nos. 25, 10, 24, 15, 20, 16, 7, 14, 11, 31, 30). These 
worka are stnl quite eimilar to the earlier trios. There is en occasional 
influence of Mozart; the piano parts ha.ve rune and pa~sages for both hande, 
1. ef. Karl Geiringer, H&[tn• ! Creative Life 1! Music, New York, w. w. 
Norton and Company, 9 , p. 181. 
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and there are occasional cadenzae. The violin is limited to the first few 
positions, and is still secondary to the piano part; the 'cello continues 
to duplicate the base o~ the piano. 
During ~dn's last creat'-ve period (l790-H!03), the piano trio begins 
to change from a more or lese insignificant type of musical composition to 
a more carefully elaborated form. There were fifteen more trios (Nos. 29, 
13. 17, 9. 21, 23, 22, 6, 1. 2, 3. 4, 5, g, lS) written during this fi.fth 
period. In general, they are larger works than the earlier trios, and 
their rontents ere certainly of greater importance. For example, there 
is an Sllazing wealth of module.tion in these trios, rather pointing the 
way t award things that were to be done later by Beethoven and Schubert. 
In the Trio in Fl Minor (No. 2), the development begins in F# Minor; with 
--- .· .· ... . -.. : . . 
the help ·of enharmonic . changes, there ~~ a modulation into Eb minor. 
(Ex. 9). There are further modulations baek into the tonic Ff minor. 
In a similar manner• in the development section of the first movement 
of the Trio ~!Major (No. 4), there is a passage into Ab major. Such 
modulations are symbol~.c of the importance that the piano trio now assumes 
fot- Haydn. Such a composition as the Trio in~ major (No. 1), with the 
famous Rondo an 10ngarese, was not written at al 1 in any of the earlier 
:period.s. In these last t.rios it is evident that "A new type of piano trio 
in which all three members ahare the responsibility is breaking through, a 
type which was to gain inc~eaeing 1 importance in the future." Not only are 
the modalations and the structural characteristics more st~iking, but elso . 
the stringed instruments are here beginning to gain in importance. 
1. Geiringer, ~· c:1t., p. 277. 
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CHAPTER IV 
MOZART 
In Mozart's first :piano trio (in :Bb, K. 254), written in August of 
1776, there is eseentiaJ l y the same conception of a :piano trio as in the 
early works of Haydn where there is virtua11y a solo for the :piano with 
an obligato for the violin and for the 'cello,. As a :piano trio, this 
work is still in· an elementary stage; however, as a musical composition, 
it can very well stand on its own merits. Einstein finds it ttriking that 
Mozart called this work a. Divertimento, and he views this composition as 
a serious three movement sona.ta.1 
Ten years :passed before Mozart wrote for thie trio combination again; 
in July of 17g6 he composed a Terzett fur Ol e.vier, Viol ino, und Vio, in-
~. in G Major (K. 496). This is more in the styl e of a true trio, for 
the two stringed instruments have an jndividuality unique in the niano trio 
U:r;> till the.t time. The piano technique here h hardly that of c.P .E. :Bach, 
or of Haydn; it has developed into the more virtuoso styl e that is evident 
in Moaart 1 s solo :pianoforte sonatas. There are fluent scsle passages, 
turns, trills, And other Mozart ian characteristics. (Ex. 11, 12). 
Follo~ing shortly after t his were two more works in the same form, 
the Trio in Eb Major (X. 49S) and the !!:!.2, ~ ~ Major (I:;, §o2); the 
former is for the somewhat unusual combination of :piano, cl arinet and 
1 . Cf. Alfred E~.nstein, Mozart; His Character, His Work , New: York, 
Oxford University Press, 1945:-p. 260. 
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viols:, and. the latter is for the more usual ensemble combination of piano, 
viol in and 1 ceJ.lo. 
The Trio in Eb Major occupies a unique place in piano trio literature 
1 for its purity of st~le and for its richness of musical expression. The 
first movement is a lyric Andante, which begins forthrightly with a turn 
stated b~ the piano and the viola together. (Ex. 13). This motive ie the 
essent ia.l thematic material of the entire first movement, and there is 
hardly a bar in the whole moveml!nt in which this motive does not apr;ear in 
some form in at least one of the instrumental parts. This little phrase 
presages much that was to be written in the Romantic period, such things 
as some of Schumann 1 e lieder accompaniments~ and even Isolde 1 e Liebestod. 
This movement is caressed by Mozart with a lyric serenity and sincerity tha 
mskee is specifically Mozart's own. The piano part iB not nearly as diffi-
cult . to play as the T;>iano parts of many of the other trios; but it is cer-
taiab :fil'!ly as rewarding in its musical experience. The middle and final 
aovements sustain the intense lyricism. This is certainly one of the more 
significant works in the develo'Pment of the piano trio. 
This was followed by the Trio in :Sb Major (K. 502), also written in 
1788. In the piano part here, there is more of the virtuoso style than in 
the previous trios. Einstein sees an affinity between this composition and 
the piano concertos of the same :r-riod; he suggests a thematic dmil&ri ty 
between the opening theme of this trio and the opening theme of the Piano 
Concerto in Bb (K. 450), composed in 1784. 2 (Ex. "!4, 15). 
1. To the author's knowtedge, thil!l is the on1yworlt in the entire piano 
trio literature for this ::r:a rticular instrumental combination. 
2. Cf. Einstein;~· cit., p. 262. 
The three trios in E Major (K. 542), in C Major (K. 54S), and in G 
Major (K. 564) were written in June, · July, and October of 178S, the s.ae 
year in which Mozart wrote hi1 last three srmPhonies. TheBe three trios 
haYe a mapitude which gh-e thea a relationship to the earlier trioe 
eimilar to that which the last three symphonies have to the earlier ·~ 
' . 
phoniet. In these compositions the piano parts are similar to the piano 
style of the eoneertos; they are fluently brilliant, most pia.n.istic, and 
al'-'&ys singing. The actual technique of composition has a concerto-like 
quality: for exaaple, in the Finale of .the Trio ~! Major, the theme is 
stated at first by the piano alone, then later pl~ed by the other instru-
acts over a piano accompaniment. This is nothing other then a concerto 
techniq~e applied to this ama11er form. (Ex. 16). 
Einstein ·~· that the Trio in Q Major (K. 564) was originally intende 
&a a solo pianoforte eonata.1 (However, we are not told the sou-ce of this 
information.) It is true that in this trio the pt~o part it more in the 
style cf the eolo piano sonatas. ~ut the stringed instruments see• to have 
too integral a part, most especially in the Andall.te movement (a theme with 
variation•), for thil to have been conceived as an)Pthing other than a trio. 
These last two trios do not seem to equal tn eheer musical inspiration the 
three written previous to them or the Clarinet !!:.!.!• :But now we are be-
ginning to see a musical form in which the two stringed instruments form 
one tonal mass, which is played against the tonal mass of the piano, which 
has an entirely different tonal quality. 
1. Einstein, ~· ~·• P• 263. 
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In the Haydn trios, the violin parte have little individuality; we 
have se~ that in a majority of cases the violin merely reproduces the 
upper voice of the piano part . In the Mozart trios, the viol in parte 
begin to ha~~ more individuality. The violin now h•i independent melodies, 
and th..v seem to have been written expressly for the instrument. (Ex. 17). 
Frequently the vioU,n is treated as a contre:puntal voice against the 1 ce1J o 
(Ex. 18). In many instances the instrument is used to good adventage in 
passages of f1 orid configuration. (Ex. 19) ~ A rapidly skipping triplet 
figure used over a s1m:p1e ehorde.l s.ccompeniinent in the :piano h another 
technique used in these trios; (Ex. 20) this device h 1ater used. in such 
Romantic compositions as the Mende,ssohn Violin Concerto, and in other work 
that were stil1 to be written. In theee trios, which seem to have had a 
much greater significance for Mozart after he had written the h'O Piano 
Quartet$, we can see developing various techniques and musical ideas which 
lnter composers were to use and enlarge upon. 
As to the 'cello parts; in the ea.r1.y trtoa, the 'cello pt'.rt still 
adheres tenaciously to the bass of the piano part; the Trio in :Bb Major 
(K. 251+) is typical. (Ex. 21). In this entire work there are but four 
bars (in the Finale) where the 'cello carries the bass line by itself. 
(Ex. 10). As Mozart developed the trio form, the 1ce1.lo pert became lees 
dependent on the piano part and more an independent part of its own. 
There ere many passages where the . 1 celJ o h used eontra;punta1J y against 
the viol in; there is a good example of this in the first movement of the 
Trio in !:_ Major (K. 542). (Ex. lS). There are instances where the 1 eel lo 
is used to aecompany the violin, . but in a way quite different tha.n before; 
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it has a lyric line that makes it al most as much a counterpoint as an 
accompaniment. (Ex. 22). The 'cello now begins to have important melodies 
of its own; (Ex. 23). so there is a further devel opment in the piano trios 
of Mozart in that, for the first time, the 'cello has become recognized 
as an important and sel f-respected individual voice. 
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CHAPTER V 
:BEETHOVEN 
Beethoven's first published worka were the three piano trios of 
Opus 1 ; No. 1 in Eb MaJor, No. 2 in G Major, and No. 3 in 0 Minor; the,y 
had al l been performed at Prince Lichnowsky 1s in the fal l of 1793 , but 
• :Beethoven did not permit them to be published until late in 1795.1 It 
seems fair to as8Ulle that during these years :Beethoven revised end polished 
these works till he was satisfied that the.1 were ready for publication. 
These first trios were modelled after those of Haydn and Mozart; yet 
even in these early works, there was evidence of the individuality and 
personality that was to meke itsel f lmown tbro'tlgh compositions that were 
soon to follow. The opening movement of the Trio .!!. Eb Ma.Jor has many 
features that are similar to Mozart 1 s styl e. There is a thinness and 
transparency in the piano part; there h an economy of notes, which makes 
for much l ucidity. The range of the keyboard instrument was limited to 
about five octaves, and the writing natural~ had to conform to the 
limitations of the instrument. :Beethoven's writing here looks rather like 
something out of Mozart. (Ex. 24). 
There are no big chords. elaborate scal e passages, and full-te:xture'd 
quality that is so characterhtic and so expressive in the later Beethoven. 
1. Homer Ulrich, Chamber Music; The Growth and Practice of an Intimate 
Art, New York, Col umbia University Press-:-1948, p. 24'§: -
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The contour end the four bar balance of the second theme is also derived 
from the works of Mozart. (Ex. 25). The various ornaments, sueh as the 
trill. are used in the same manner in which Mozart and ~dn might use 
them. (Ex. 26, 27). 
The theme of the Adagio Cantabile might have been written by Haydn 
or Mozart, but most certainly not the development of this movement. The 
quality that defines :Beethoven 18 beginning to break through. The Scherzo 
is of interest primarily because it is the first time we find a Scherzo in 
a piano trio; the form of this Scherzo 18 the elassieal Da Capo form. The 
finale is a spirited Presto. This is probably the first time a pisno trio 
has been written in four movements. 
In the Trio ~~MaJor, ~. l• No. ~. :Beethoven for the first time 
makes use of a slow introduetion; in this movement (an Adagio of twenty-
seven bars in 314 time, followed by an Allegro Vivace in 2/4 time) the 
texture is thin and lucid; there ere frequent seale passages, triplet 
figures in the accompaniment, and. instances of the Alberti bass. In the 
slow movement, however, an expressive Largo Con Espressione (:Butk ealls 
this movement the first .!2ng_ Without ,.lipJ:41.)1 , the piano writing becomes 
somewhat more elaborate; the texture is fuller, there are many florid pas-
sages, espeeiall;r for the right hand, and atdden off-beat sforzandos and 
rinforza.ndos which we would never see in the seores of Hqdh and Mozart, 
at least not in the same manner in whieh they are used here. The form 
of the Scherzo is identical with that of the Scherzo in the firat trio; 
1. John N. :sui=k, The Life and Works of :Beethoven, New York, The Modern 
Library, 1946,-p: 397. ---
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the finale is another fluent Preato. also similar to the corres~onding 
movement in the earlier trio. 
The Trio ~ .£ .;.;.Mi;:;;n;;.;;o.;;..r seema quite definitely to look ahead rather the 
baekwards. This composition is a piano trio of unprecedented power and 
intensi:t-7. We mq assume several reasons for thia; one, in the key itself; 
another, end more likely reason, 1s that :Beethoven already had two per-
fected trios behind him and has now adjusted his medium of expression to 
the form. The key is prophetic in many ways of the C Minor :Beethoven of 
the Fourth String Qeartet, the Violin and Piano Sonata No. I• and the 
Fifth Symphony. 
The piano part is more diffieul t to play than are the piano parts 
of the two earlier trios. In the first movement, there are many extensive 
arpeggio t;tgures, full chorda, octaves and a thicker over-all texture, all 
of which makes for a greater tonal and emotional intensity. 
A rather interesting feature oeeurs thirty-two bara before the elose 
of the first movement. The motion stops and there is a marking of Adagio: 
after a brief Adagio pa11age the movement closes in the rapid Tempo I. 
(Ex. 28). This rather foreshadows a similar passage for the solo oboe in 
the first movement of the Fifth §rmphony. (Ex. 2g). The slow movement is 
an Andante cantabile con variazioni; . the theme and variations form aq · 
be derived from the trios of Ha7dn, but the ausieal idiom here is most 
assuredly :Beethoven 'a own. The third movement is a Menuetto and Trio; 
the finale is an intense Prestissimo, probably the first time such a 
tempo marking has been used in a piano trio. It is interesting to note 
that in all three of these trios, :Beethoven forsakes the Rondo-Finale and 
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uses instead the sonata form, presumably because it offered so many more 
possibilities for musical . expression and for the development of musical 
ideas. These trios represent a turning point between the Classical trio 
and the Romantic trio, for each trio has many of the characteristics of 
both periods. 
The Trio in ID?_ Ma.ior, ~m_. ll• is scored for piano, clarinet, and 
'cello. It is on occasion performed with a violin substituting for the 
clarinet; but this is done only by amateurs, for the clarinet tone quality 
seems to be an integral part of the musical idea. The mood and thematic 
material of the first movement seem to suggest the style of the Classical 
divertimento. :But the piano writing is more and more expressing Beethoven' 
unique indiViduality. The opening theme is stated in bounding open octaves 
in both hands; 1 this movement contains ample octaves, broken octaves, 
arpeggios, and scale passages. The slow movement is a highly elaborate 
Adagio, but its emotional beauties seem to lie close to the mtrface; the 
finale is a set of variations (there are nine of them) on the theme 11Pria. 
ch' io .11 impe,gno11 taken from a popular contemporary opera. This last is 
an assumption on the part of the author; ho\orever, it bard~ seems likely 
that Beetr.oven would use an unknown tune for such a set of variations. 
Tr..ere were many tunes, from popular operas, that were known and whistled 
by ever,rone (like the Duke's aria from Rigoletto in more recent times) and 
it does seem that it would be one of these 100 re popular tunes which :Beetho-
ven would utilize in such a work. In this set of variations, the first is 
for the piano alone; the second is for 1cello and clarinet alone. This 
1. Of. :Beethoven's Pianoforte Sonata !B. D Ma.ior, Q:e.• lQ., HQ_. l· 
trio is not of particular significance 1.n the development of the piano 
1 trio form, but it is a thoroughly delightful and charming work. 
The !!:.!.2 in] MaJor, ~· ]Q, .!2,. l• has been labeled the "Ghost" Trio, 
presumably because of its mysterious rumblings for the left hand in the 
piano part of the slow movement. This is perhaps the most passionate and 
intense of all the ~eethoven piano trios; it was written at about the saae 
time as was the Piano Concerto !!! !l Major, and diaplays man.v of the seme 
technical and emotional characteristics. The first movement is brilliant 
and robust; the themes are clearly set forth and the development is one 
in which the themes and ideas are agnifieently revealed and disclosed. 
The material is inverted, treated contrapuntally, expanded, and in every 
sense of the word, developed. In the recapitulation the piano part is 
even more brilliant than in the exposition; there is a brief Ooda to eon-
elude the movement. 
The slow movement represents a eomp,_etely new kind of movement in 
piano trio literature; Beethoven had never written thia sort of movement 
in his earlier trios. Beethoven again incorporates concerto technique 
into the piano trio; this i1 essentially the same device that is ueed in 
the slow movements of the Fourth and Fifth Pi~ Concertos. !he device 
is fully as eueee1sful here ae it 11 in the ee11eertos. The theme is a dia-
l ogue between the piano and the strings; there are pianissimo tremolos for 
1. There are also two trios without opus numbers ( tn :Bb Major and in Eb 
Major) and two sets of variations for piano trio (Op. 44 and Op. 121a). 
These are all pleasant works, but they are of no major signi:t"ieanee in 
the historieal development of the form. The author feels that mention 
of them ie sUfficient here. 
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the piano, but they are written out so that there are forty-eight notes 
in these meaeuree. There are' bounding octave passagee, fortissimo, for 
the 1eft hand. The strings are treated freely and there are repeated 
notes and double stops; the movement dies av~ on a soft unison D, pl~ed 
pizzicato by the strings. 
This trio has but three movements, and the final movement ie an 
energetic Presto; it takes fluent and well-trained fingers to do justice 
to the piano part of this movement. There seems to be no relaxing af 
energy and momentum, and the movement· ends brilliantly with a chromatic 
seale passage rushing up three octaves of the piano ~board. 
The second trio of Op. 70, in Eb Major, is as lyric a work as its 
predecessor was intenee. There is a slow, sustained introduction, Poco 
sostenuto, before the movement proper, an .Allegro ma non troppo~ Some t:£ 
the thematic material froa the introduction ia'used in the development of 
the first movement. The slow movement is a einging Allegretto; the piano 
writing 1a in the virtuoso ltyle. In this movement there are cascading 
arpeggios of thirty-second notes, tripl et figures, and leaping full chords, 
in the bass. The third movement thematically suggests a style almost 
oharaeteriltio of Schubert. The finale is br~1Hant, and the themee are 
somewhat folkish in character. To those who contend that Beethoven did not 
know how to be lyrical, this trio is a perfect rebuttal. 
With the composition of the !!:..!.2. ,!! ~ Major, _Qe. il• Beethoven pro-
duced his most •sterful aohhvement · in the piano trio form. It ranks both 
historically and musloa.11y with tht; trios of Sobubert and Brahms. This 
composition bas been ea1.1ed The "Arohdnk:e" Trio for the somewhat obvious 
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reason of its being dedicated to Beethoven 1 s friend, patron, and pupi1 
the Archduke Rudolf of Austria. The first public performance of thts 
trio took place in Apri1, 1814. 
The first movement opens with one of the finest me1 od.les that 
Beethoven ever wrote; in its lyricism and in its key it ht.u:! an affinity 
W"ith the opening thE>Jne of Schubert's last (Posthumous) solo piano sonata. 
(Ex. 30, 31). The movement has an ar~zing logic and conciseness of develop 
ment. The exposition of this movement consists pf ninety-eight bars, in 
which there is a marked ba1.ance between the themes and the transitions; 
the development ha.s ninety-five bars, and the recapitulation has ninety-
seven bars. This can only suggest the structural balance that exists in 
this .movement. 
The piano writing is n.ow far removed from the sma1l ch~.mber style: 
the piano part is big, spacious and full-t-~::!Ctured, and it is meant to be 
played by e. real virtuoso pianist.. :Burk finds simi1.ari ties between the 
second theme of this movement, and the opening theme of the Piano Concerto 
!!:!_ Q. Major. 1 (E.x. 32, 33). And in truth, the writing for the p~.P...no does 
have much in common with the style of this concerto; there are rapi d seale 
passages. numerous triplet figures. trills. passages in doub1 e thirds • and 
other characteristic devices that contribute to the brillisnce of this most 
lyric of all the :Beethoven piano concertos. 
The Scherzo in this trio is one of Beethoven's most ~ccessfu1; the 
themes are treated with a virtuosity consistent with that of the first 
movement; there e.re in this Scherzo crashing chord.s. staccato left hand 
1.. Cf. Burk, ~· .£.!!. •• p. 4oo. 
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octaves, and passages for both hands in the treble regbter. Earl;r in the 
movement, there appears an interesting chromatic theme, and the entire 
Coda is derived from this chromatic material. ;.--
The slow movement is in theme and variation form. The theme (Ex. 34) 
! . 1 is in D major, 3/4 time, and is · twent;r.i:eight bara long. In the first 
variation, the piano ia given a triplet arpeggio figure (Ex_. 35); this 
variation is the same length as the theme, as are all the variations but 
the fifth--thh and the coda are fused together in a final variation of 
fifty-four bars. The succeeding variations P.re written so u to give 
more and more motion; the second vari&tion (Ex. 36) is written in six-
teenth notes; the third (Ex. 37) in sextuplets. The fourth variation (Ex. 
38) (marked Poco piu adagio) is in thirty-second notes. All the variation• 
remain in the original key of D MaJor, resulting in an intensely oo ncen-
trated feel :!.ng of mood. This movement is we'll lCM:h a great deal of study, 
for this is perhaps one of the moat important movements that Beethoven 
ever wrote--not only in the piano trios, but in all of his instrumental 
works. There ill a big spaciousness that ~ almost orchestra.! in charaeter: 2 
yet the movement is thoroughly a chamber work movement, both in its tech-
niques and in its effects. Yet one can account for just so .ueh in aa 
1. In his Foreword to the score (Edition Eulenburg, page iv) Altmann tells 
ue that "the slow movement of this trio, which is without doubt one of 
the moat remarkable instances of Beethoven's genius, was arranged aa a 
hymn (with Goethe's text: Wer darf ihn nennen, etc.) by F. Schmitd ••• " 
2. The author vaguely seems to recall having heard, some :rears ago, a 
recording by Weingartner of hie own orchestral transcription of this 
movement. It gained in numerica1 forces involved. but certainly lost 
in intimacy and _real depth of musical fee11ng. 
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analysis of the notes in the score; for the rest, there is a sublimity here 
which can be accounted for on,_y in the mind and the spirit of the man who 
conceived this music. 
This movement leads directly (like ~v of the R~dn trios) into the 
finale, a jovial Rondo of huge proportions; this seems to be the on"!y sort 
of movement which could close this monumental work. 
This trio eees the piano trfo ·'Jiueh advanced or er the early attempts 
of Haydn, and we shoU1i review some of ~eethoven's contributions to the 
piano trio form. The piano keyboard was now a six octave keyboard; 
~eethoven had these greater resources at his disposal, end utilized them 
so that he eventual ~-Y treated the piano parts in a truly virtuoso w~. He 
handled the two etringed instruments in a freer and more expansive manner 
than did hie predecessors. ~eethoven conceived the piano trio as a work 
for three equally important instruments. He achieves a magnificent blendin 
of the instruments, and was able to handle the forms smoothly and expertly, 
striking a perfect bal~ce between the form and the content. With such 
movement a as the slow movement of the "Archduke" Tr.!2,, the piano trio he.s 
reached. a point where it ia wortey of a composer 1a best intellectual and 
spiritual efforts. 
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CHAPTER VI 
SOHUl3ER! 
Schubert'• compoeitions for piano, violin, and 'cello number but fottr; 
they are the Trio~ !bMajor, .22• 9,2, the~ in Eb Major, .Qp_. lQQ. (these 
two worke will be dieeuaeed here), and two quite unimportant works, the 
Nocturne, Qe. 14S, and a one movement Sonata, discovered in 1922.1 :Both 
the trios were written in 1827, but only the Trio ~ Eb, .Q:e.. 100 was 
2 publi1hed in Schubert's lifetime. 
In the Trio ~ !b, .Q:2. ~· the theme is given forth at once in 
octaves by the violin and 'cello, the piano hsing a chordal accompaniment; 
(Ex. 39). The piano leter takee up this theme. After some transitional 
materiat based on the triplet figure of the opening theme, the second theme 
ill stated in the upper register of the 'cello, while the tripl&t figure 
ie maintained in the piano accompaniaent. At the end of the fourth bar 
of this theme, the 'cello is joined by the violin, and just a few bare 
later the theme is given to the piano. (Ex. 40). 
The development section Diakee use of almost all the 1118.teriel stated 
in the exposition. There ia much artful counterpoint in this development 
1ection. For example, in bar one hundred thirty-nine, the second theme is 
1. Of. Homer Ulrich, Chamber Music; The Growth and Practice of an Intimate 
Art, New York, Columbia University Press, 19487 pp. 286-287.--
2. Of. A~endix III. 
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given to the 'ceno while the violin pl~s over it a counterpoint "based 
on the triplet figure of the f'iret theme. (Ex. 41)~ Later on this is 
reversed, the violin having the second subject and the 1 ce1.lo having the 
counterpoint againet it. The development is euentia1l;.r a contrapuntal 
one "between the two stringed instruments, using themes and fragments of 
themes from all of the expoettion. The piano part provides an accompani-
ment "based on the triplet figure and the dotted figure; the recapitulation 
leads into a brief coda. 
The second movement, an Andante un poco mosso in Eb Major, is in 
three-part form. The opening melo~ is stated by the 1ce1 1 o alone (again 
in its upper register) over a simpleJlano aceompanimen~. (Ex. 42). At the 
el~venth bar, the violin takes over the theme, and the 'cello p1eys a 
sic111e:n:ne-11ke counter subject; at the double bar the piano pl~e the 
theme in open octaves and the two strings weave contrapuntal configura-
tions over it. 
This 18 typically Schu"bertian. The theme has been stated three tiaes 
thus far, first by the 'cello, then by the violin, and lastly by the piano, 
each time in the most advantageous register of the respective instruments. 
This is but one technique whereby Schubert is able to expand hie material, 
eaeh time add.ing technically and emotionally to its riehnese. Sehu.bert 
has often been criticised for not writing with the eoncisenees of Eeethov.n; 
this seems like a somewhat unfair criticism, for Schubert was not striving 
for coneiseneu. The ver:.r nature of Schubert's melodic material demands 
precisely the treatment which he gives to it. It wou1.d "be impo•!!ib1e tC!> 
even tr:.r to develop these heavenly melodies in the same manner in which 
29 
!eethoTen deTelops his pregnant motiTes end phrases. Both were men of 
rare genius, end each had hie indiTidttal idiom of musical expression. 
HoweTer, neither one should be used as a criterion by which to eTaluate 
the other. 
To return to the second moTement; the mil.dle part in Ollll.nor, in c«)n-
trs.st to what has come before. is eli,;htly more agitated. The third part 
ia introduced by a modulato~ passage into Ab, through E maJor, C major, 
and into the coda in the opening key of Eb major. There 18 in thie move-
ment mueh of the quintessence of Schubert; the broadly tender lyricism, 
the somewhat passionate huaenity, the subtle counterpoint-all these are 
I 
' &.·-part of Schubert s enormous contribution to piano trio form. 
The third movement is a Scherzo and Trio in which the piano writing 
is similar to the writing of the Scherzos of the late solo piano sonatas. 
The theme is first stated by the piano, and then the strings seem to to•• 
it fondly back and forth between them. In the Trio, the strings sing a 
Landler-like melody oTer a simple piano accompaniment. The moTement ends 
with the ueual Scherzo Da Capo. 
The finale is a gay and joviat Rondo, in which there seems to be a 
thematic reference to the song "Sk::olie, 11 which dates from October of 1~.5.1 
The second subject provides material for forty bare of imitation between 
the Tiolin and the •cello, while the piano pl9\V'B a tremolo underneath them. 
· This not only looks interesting in score, but can also be a most effective 
1. Of. Alfred Einstein, Schubert; AMusicfill Portrait, New York, Oxford 
University Press, 1951, p. 278.-
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passege in performance. l The code., based on the second subJect, is e. 
Presto which brings the work to e. brilliant close. 
The Trio .!!, ~ Major, Qe.. lQ.Q.. was the longest piano trio that had 
yet been written when Schubert finished it in 1S27; and its length is one 
of its most typice.~,Y Romantic che.raeteristies. Works representative of 
the Romantic period (such works as the symphonies of Berlioz, or the music 
dramas of Wagner, etc.) have neTer been especially noted for their brevity 
or conciseness. However, neither brevity nor length is an adequate cri ... 
terion for evaluating a musical composition. 
The Trio ~ ~ Major, ()p. 100, opens with e. robust Eb theme stated 
in unison by aU three instruments. (Ex. 43). After forty-seven bars, 
there is a modulation to :B minor, the key of the second subject; this :S 
minor mel ody is a graceful, dance-like theme, contrasting with the vigorous 
Eb major section. There is a return to the Eb tonality; the strings main-
tain the dance-l ike theme while the piano weaves delicate triplets under-
neath. 2 The long development section is based whoP.y on the second subject; 
l. The ~or-rece.l ls having heard the Trieste Trio perf om this work 
some years back; this passage was sheer delight. The entire per-
formance was such a joy that it has always remained a treasure in the 
memory. 
2. The triplet figure seems to have been e. favorite device with Schubert; 
at lea.st he seems to have used it more than almost any other composer, 
and it is invariably associated with some of his most typical composi-
tions. We find it used profusely in both these trios, 1n many of his 
lieder accompaniments (Erl-King, for example), in most of the late solo 
piano sonatas, and of course in the wen -known string :passages in the 
finale of the great ~hony 1! £ MaJor. Some interested individual 
ought one d~v to attempt a purely speculative work on The Significance 
~ ~ Tripl et in the Comnoeitions £! Schubert. 
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there are many modulations. The theme is most of the time treated in the 
strings and in the left hand of the piano part; the right hand is given 
an exuberant running triplet figure, derived from the exposition. It is 
this triplet figure that leads back to the recapitulation. There are sev-
eral more mcdulatdons, and the movement ends in the tonic Eb major. 
The second movement is an Andante con moto in C minor. The piano be-
gins the movement with two bars of a hushed rhythmic figure, after which 
the 1 cello enters with the principal theme~ The strings later take up the 
accompaniment figure, and the piano plqs ; the theme in unison octaves in 
its treble register. It is interesting to note that throughout this move-
llent, whenever this theme appears t; is given either to the 'cello or to 
the piano, but never to the violin. There is a modulation to Eb, and the 
violin announces the second subject. The two themee erow to a climax of' 
emotional intensity, and there is a return to the original ke.y, and mood, 
of C minor in the coda, Un poco :piu lento. 
The ScherEo is an animated 11ovement throughout, even in the Trio 
section. In the Scherzo, the theme is treated in close imitation~ this 
rather recalls the canonic Menuet movements of' Haydn. There is in this 
movement an affinity of rhythm and of' mood with Schubert 1 s many sets of' 
waltzes for solo piano. 
The finale is the 'longest movement in either of these1wo trios, con-
taining seven hundred forty-eight bars; it is in sonata farm and has, a-, 
rather relentless energy about it. The writing for a1l three instruments 
is br1111a.nt end sonorous, and the three instruments bu.11.d to a tremendous 
tonal retone.nce. This Op. 'lOO of Schubert requires three performers of a 
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high virtuoso calibre; they must a.ll have a prodigious technique, tremen-
dous stamina, and a profound musical sensibi1 ity. 
After this cursory analysis of the music itsel f, it might be well to 
discuss some of the more typ1ca1J.y Schubertisn features, and the ways in 
which these two trios diff er from ee.rlier compositions in this form. 
Schubert writes for the stringed instruments in their best registers, with 
the piano pl e.ying sometimes above, end sometimes be low, them. The wa:y in 
which the piano is handled is a' so interesting, s.nd the entire range of 
the keyboard is used. Much concern is taken with the coloristic effects, 
and there are many passages which look like pages from the piano music of 
Chopin (E%. 44) and even of Brahms. (Ex. 45). 
Structurally Schubert seems to be working toward e. greater unity 
within the sonata form; he succeeded in expanding and developing his 
material in a less constricted manner, so as to intensify the pure1y 
musioa1. experience. i'/ith these two compositions, the piano trio has ful,y 
entered into the Romantic period. 
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CHAPTER VII 
THE PIANO TRIO LITERATURE OF THII RCM.ANTIC PERIOD 
During those years which we now call the Romantic period, there was 
a tremendous increase in the nuaber of piano trios that were written 
throughout Europe. Al most proportionate to this increaee in quantity wae 
a decrease in quelity. Whereas the C1assicaJ composers had been essentiall;, 
concerned with form and structure, the liome.nt1c compoeers were concerned ·. 
with content, with feeling and emotion. 
There were so many piano trios written in this period by so very many 
composers that it would be quite impossible to discuss, or~en to simply 
lbt, an o'f these musical compositions. So the author will merely attempt 
to give a general sul"V'ey (in alphabetical order) of the piano trio l itera-
ture of this period. The aim is to give an over-all picture of: a.) who 
was writing 1n this fonl'; ,b.) the kind of music that was being written; 
and c.) the small amount or this music whichha.s escaped total oblivion. 
Anton Arens]ey' (1861-1906) is best known for his Piano Trio Wo. 1 ~ 
]2 minor, .QE.o E: however there was a Piano !!).o ~ ! minor composed just 
a few years after the earlier work. The Trio in D minor remains one of 
---
the more popular wrks in the trio repertoire today. 
D.F.E. Auber (1792-1891) ie best known today as a composer or operas; 
and. the overtures are frequently played in "Pop" programs. He made j'IJ3 \ 
one venture into the piano trio form with his Trio .!!!_ B Major, .QE.. 1.• pub-
lished in 1858. 
Michael Balfe (1808-1870), of T.he Bohemian Girl fame, also wrote but 
one piano trio, a work in A major. This seems to be out-dated mueie toda~, 
and no one will argue for itt."profundity. J3ut it is well put together, 
and for musieiane who lik~ to get together just to "make musie," this pieee 
might be a good deal of fun. 
Max Bruch (1838-1920), whose fame to~ seems to rest with the Violin 
Concerto ~ Q Minor and the Soottisn Fantasy, penned a Piano Trio 1! Q 
Minor, published in 1858. It 18 a somewhat loosel y constructed eompoeition 
with brilliant writing tor a11 three instrtUDents. A broadly styled work, 
it shoul d be better known than it is. 
Ignaz Brull (1847-1907) is another one of those operatic composers 
(best known for Das Goldene Xreuz) who wrote but one work in this form, 
the Piano .!!:!! !! !!?. major, .2:e.• 14, published in 1876. 
Ernest Chansson (!855-1899), the French orchestral composer, wrote 
two piano trios, both publ ished in 1~82. 
Frederic Chopin (1810-1849) also wrote but one piano trio; this work, 
in G minor, Op. 8, was written in his eighteenth ~ear, and is of interest 
primarily as a youthful work of this areh- tne of the Rom8l1tichts. This 
was the only time that Chopin ever wrote for the violin; however, he did 
write other works for piano and 1 cel~o. Th18 trio was not published until 
1828, at which time Schumann praised it quite enthusiastically; yet this 
trio seems to have faded from standerd repertoire. 
Al bert Dietrich (1828-1908), the friend of Schumann, Joachim,and 
Brahms, wrote two trios, the Op. 9 in C major (published in 1855) and the 
qp. 14 in A major (:published in 1863). The latter trio h rather a charm-
in 
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Antonin Dvorak (1S41-19o4) has left us four piano trios; Op. 21 in Bb 
major, Op. 26 in G minor, Op. 65 in F minor, and Op. 90, the~ Trio. 
This last is the best known, and also the most interesting. But ali of 
these compositions are fine pieces; they show the influence of Brahms and 
of Smetana, and have a highly nationalistic flavor. They appeared in print 
between 1S75 and 1S90. 
Zdenek Fibieb. (1S50-1900) did write worka other then the Poeme; hia 
one !!:.!2, .!.!. ! !!.!!!.2.!: waa published in 1872. There is a fine blending and 
balance between the instruments, and a nice working out of the thematic 
material. 
Cesar Franek (lS22-1890), like Beethoven, used three piano trios for 
his Opus 1, pblished in 1840. Two years later he wrote a fourth piano 
trio. The Trio~ !t. Minor, .9J2.. l• !2_. 1• shows Franek's concern with 
the cyclic form. These are an wen written works and occasionally make 
an appearance on concert programs. 
Niels Gade (1817·1g90) contributed but one piano trio to the litera-
ture in 1864. 
Michael Glinka (1S03-1S57) was another operatic composer who tried 
one attempt at the piano trio; his Trio Pathetigue. 
Benjamin Godard (lS~-1857), best known to~ for a rather sentimental 
transcription for violin of the Berceuse from his opera Jocelyn, penned 
two piano trios, 
Carl Goldmerk ·(,1830-1915), composer of orchestral works end also of 
opera, wrote two piano trios, the O:p. 4 and the Op. 33. 
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Salomon Jadaseohn (1831-1902), prominent teacher and theoretician of 
his day, left four piano trios; there is the Op. 16 in F major, the Op. 20 
in E major, the Op. 59 in C minor, and the Op. 85, also in C minor. These 
trios are ver.1 we11. put together, and show an understanding of how to 
balance the three instruments; they certainly deserve to be dusted off 
for performance. 
l!'riedr~ch Kalkbrenner (1788-'l.~). known as e. famed concert pianist 
of hi• time, wrote two trios, one in Ab major, the other in Bb major. 
Heinrich Marschner (.1795•1861) was an extremely pro!ific composer; 
he is best known for his many operas, some of which are still in the 
steadard repertoire in German opera houses. He waa prolific enough to have 
written seven piano trios, in A minor, G minor, two in F minor, two in D 
major, and one in C minor. 
Giuseppe Martucci, (H~56-l909) best known for his PiMo Concerto in 
~Minor, also wrote a Piano Trio in .£ major, On • .22_, Md a Piano Trio .!!, 
Eb Major, ~ • .§g. 
Wolfgang Amadeus Mozart (1791·1S44), the sone of th~ great 'Mozart, 
wrote one piano trio, hie Op. 19.1 
Martin Nottebohm (1817-1882), the eminent Beethoven scho\ar, produced 
the two trios of his Op. 4 in 1844. 
Sir Charles H. Parry, (ls48-l91S) noted English musician, wrote two 
piano trios, the Trio in E minor in 1Si8, and the Trio in B minor in 1S84. 
- - - - ----· ----- -- . - --·-
l. Cf. Karl Geiringer, "W.A. Mozart the Younger' in the 'Musical Quarterly, 
October, 1941, Vol. XXVII,p. 456. In this article, Geiringer ste.tes 
the.t this Op. l9 ·is e> Sonata. for Violin and Piano, and that there 
actual ,7 it!! . no Piano Trio by Mo!e.rt the younger. 
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Josef Bheinberger (lg39-1901), also known ae a teacher e.nd theoret1c18ll, 
wrote four piano trios between 1g70 and 1899. These trios, in D minor, A 
major, :Bb major, and F major, are fine mueical compositions and are e.lso 
worthy of performance. 
Hugo Riemann (1849-1919) noted scholar and musical anthologist, wrote 
a Trio J:E: ! !!:il2!.• £E..~ in 1888. 
Anton Rubinstein (1830-1~94), the virtuoso pisnht, left five piano 
trios, in F major, G minor, Bb major, A minor, and C minor. They are 
brilliant end somewhat grandiose works end -occasional 'ly find their wrrr 
onto a concert program. 
Camille Saint-eaene, (1835-1.921.) a man of diversified musice'l talents, 
wrote a Trio J:E:! major in 1863 and a Trio in ! minor in 1S92. 
Chrhtian Sinding (1l~56-194'!), perhaps Norway's second most popular 
composer (no one can contest that Gri~ has achieved the first place), 
composed the three trios in D major, A minor, and C major. 
:Bedrich Smetana (1824-1S84) penned hie one Trio .!!!, ,!! ~ in 1880; 
thie was but a short time after the death of hie four and a half year old 
daughter; the trio is a passionate work of rather large dimensions. 
Peter Ilyitch Tsehaikowsky (lS4o-1g93) eozposed but one piano trio, 
the Op. 50 in A minor. ('Ala memoire d'un grand artiste') It seems 
~.most to break the bonnds of chamber musie; it is a brilliant and a fine 
work, and is quite active in the standard repertoire. 
Joseph Wieniawski (1835-1880), a brother of the more famous Henri, 
wrote a Trio~,!! major, Op • . 40_, which was published in HIS3. 
r--
The two moet important composers of this period, Mendelssohn and 
Schumann, are miuing from the above survey, for they are so a l ike in so 
many w~s that it seems fitting to discuss their work together. Mendelsso 
wae born in 1809; Schumann was born but one year later. Mendelssohn died 
in 1e47; Schumann outlived him by only nine years. The two men were good 
friends, and both aehieved a more than eonaiderab'l e success during their 
l ifetimes. 
Mendeluohn wrote but two works in the piano trio fol'll; the Trio ~ 
,E minor, .QE_. ~(in 1839). and the Trio.!!!_£ minor, ~· 66 (in le45, just 
two yeare before his death). Sehuaann wrote three works in this form; the 
first two, in D minor, Op. 63 and in F major, Op. 80, were written in 
1847; the third, in G minor, Op. 1'1.0, was written in 1851.1 
The two trios of Mendelssohn are highl~ successful; th~ do not give 
the impression of having been conceived for full orchestra or of being 
dominated by the piano, and they represent Mendelssohn at his beet. :Both 
trios are laid out on a large seale, and throughout there iB a broad, l;yrie 
aense of melody. A. in most of his other work&, he adheres quite c1o•~Y 
to the elassieal forma, and the~e is in tbe1e two compositions a feel!ng of 
polish and of' refinement. 
1. There are also four pieees for piano, violin, and 'eello known as the 
Fantaaiestudce, 22· 88, written in 1842; in 1853, two years after the 
last piano trio, he wrote the Marchener£ahlungen, .QE_. 132 for piano, 
cl arinet and viola; they are delightful pieces, but are of' minor inter-
est in the present survey. However, the author feels that they shou,.d 
be mentioned here. 
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The first movemente are in regular sonata form; the second movements 
represent the finest variety- of Romantic lyricism. In the third movements 
we find a new type of Scherzo appearing in the piano trio. It is the 
type of Scherzo that ie so distinctly norel with Mendelssohn. Going baek 
to ~dn, we find that the Menuet was not 80 much an integral part of the 
over-all scheme as it was an interpolated dance movement; this ie aleo 
true of the clavier trios of Mozart. In the trios of Beethoven, the tempo 
became 80 fast that it was no longer a real dance movement; but the move-
ment did retain the character of being interpolated into a seriee of move-
ments. :But in Mendellsohn, the Schert:o tekes its part as being one of a 
series of movements. In the orchestral repertoire, tbere is., for example, 
the Scherzo from the mueic to! Midsummer Night's Dream. This describes 
the elves rmd the 'fairies in the meat shiJBJilering gossamer tone11. Before 
this time, such a musical description would haTe been impossible; thie sort 
of pictorial sprightliness is so very- t;vpicat of the Romantic tem)!l". In 
the piano repertoire there are 11uch pieces as the Scherzo in E ainor. And 
it is this same style and spirit of Romanticism that now for the first time 
is rea11y incorporated as an integral part of a four movement pattern. The 
finales are broad.-tcaled and energetic. The three instrUilente have a great 
deal of freedom and independence. and are treated with a fine understand.-
ing of the style and characteristics of each, which makes for a rich tonal 
resonance. 
The firat two trios of Schumann are rather mare successful than the 
ls.et; characteristic of all three trios is the manner in which the piano 
dominates the strings. In each trio, Schwunn attempts rather unsuccessfu11 
~~a not seem to~ 
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feeling for form. concerned with feeling and emo-
tion to accept the restrictions of form. 
Mendelssohn adheres not only to the Classical forms, but also to the 
Classical principles; Schumann tries to use the forms, but without an un-
derstanding and feeling for the principles. Mendelssohn is able to use 
these forms without degenerating into a stO'l't of rigid formalism; Schumann 
might have fallen into just this sort of situation bad he not used the form 
so loosely and so individually. Though Mendelssohn understands the balance · 
between:fbrm and content, a great depth of feeling and awareness just is not 
in his temperament; and it is only the lack of tl~se that keep his mu.s!.cal 
compositions from b~ing on the very highest levels of achievement and 
greatness. 
Here we should view briefly some of the changes that have taken place 
in the piano tTio form. The Classical composers presupposed themes that 
characteristic and had inherent in them the potentialities for development. 
As essential quality of Classical sonata form was a conflict between two 
opposing themes; this conflict took place in the development, and the form 
\'las balanced in the recapitulation where the thematic material was heard 
in the new light of the resolution of tm conflict. A certain unity within 
the movement was also essential; this was achieved for the most part by 
adhering quite closely to the basic tonality of the movement. All this can 
be seen in the trios of Haydn and Mozart. :Beethoven began to expand. the 
form, and to broaden the scope of its expressive possibilities. 
Schubert completes the breaking a''lay from the Classical spirit; but it 
was to appear again in Brahms' mastery of form. The themes are no longer 
subject to the conventional development, and there is not so much a con ... 
flict between themes. Schubert ia more concerned with a broad singing 
meloey rather than with a 1theme 1 or 'motive.' Rather than develop the 
potentialities in the melodies themse'tves~ · the deve1opment is 1arge1 y a 
matter Of modulation, and of deTeloping the possibilities in the harmonies. 
In Schubert 1 s hands thie is an especially effective sort of development, 
for each new harmonic coloring of the theme shows us that theme in a new 
light; there is now a new sort of structural balance, tmposed by the themati ~ 
m~terial. 
Mendelssohn comes along and tries to epproach the more Classical idea; 
Schumann bas neither Schubert 1s genius nor inspiration and is lese success-
ful in his hsndl ing of this form. In the smaller forms and in shorter 
pieces, where hie sense of form was made to eonfonn completely by the 
content, Schumann hae ·:no peer; but in these larger forms his Romantic 
nature just would not accept the restrict! one that any sizeable form 
imposes. ~ut the time now was ripe for the man who was to fuse the formal 
features of the CJ_assical style with the finest characteristics of the 
Romantic style and achieve the culmination of the piano trio -- Johannes 
~ra.hms • . 
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CHAPTER VIII 
:13llABMS-THE CULMINATION 
:Brahms' first endeavor in the chamber mu.sic field was the Piano 1r.!9.. 
iD,! ma,ior, QQ.. a, completed in 1854; however, years later in 1891, in 
preparing for a new edition, the mature :Brahms gave this work extensive 
revision, and it is this later version which is now standard ani with which 
we are concerned.! 
The first movement of this trio begins without aey introduction; the 
theme is stated by the solo Piano; the 'cello joins the piano in the fifth 
bar (Ex. 46), and not until the twentieth bar does the violin makes its 
entrance. This opening theme is a characteristically Romantic one; it is 
broad and lyric; it is not a brief 'motive' or 'theme,' but rather a real 
•tune.' The statement of the theme fills more than forty bars. The devel-
opment is concise; there are several modulations, and material from all of 
the exposition is used. For example, mu.ch is made in the development of a 
triplet figu.re, which in the exposition is used as an accompaniment figure, 
first in the piano part, later in the strings. The recapitulation, which i 
oDly about two thirds as long as the exposition, leads to the coda, 
1. A detailed comparison of both versions of this trio is a most rewarding 
stu.ccy'. This paper is a history of the development of the piano trio, 
not of the development of the man :Brabms; therefore, this hardly seems 
tbe place for a detailed comparison. There is a summary comparison in 
Mason's ~e Chamber Music S!l, :Bra.bms, and Tovey (in his Survey .2!. Cbambe, , 
Music) gives a rather more detailed dis~ssion. However, the finest 
source is Vol. IX of the Samtlich8 Werke, which gives, consecutively, 
the full scores of both versions. 
Tranquillo, which is just about half the length of the development. This 
coda leaves nothing unsaid in its Brahmsian quality of tender eloquence. 
(Ex. 4?) 
The second movement is a Scherzo and Trio, in B minor, the coda ending 
in B major. The Scherzo consists mainly of imitations (Ex. 48) and other 
contrapuntal devices; the trio is a broadly singing section which builds to 
a resonant climax. 
The Adagio, in B major, is one of Brahms most deeply expressive move-
ments. It begins with a chorale-like passage of three bars for piano alone, 
and is completed by a three-bar passage for strings alone. (Ex. 49) This 
dialogue continues till the entr,r of the second theme, stated by the 'cello. 
over a chordal piano accompaniment. The third part is thematically like 
the first part, but with the piano weaving delicate configurations around 
the theme. The finale is a lustily exuberant Rondo in B minor. Tbe over-
all mood, both thematically and harmonically suggests the Brahms of the 
Hungarian Dances, for despite the minor key there is an unmistakeable jovi 
i ty and gaiety. 
In the piano trios, there is a characteristic inherent in all the :Bra.bm. 
chamber works with piano. He creates a duality of tonal bodies, with the 
piano set against the other two instruments, yet in perfect balance with 
them. The strings are treated almost like a string section with its own 
melodies and accompaniments, its counterpoints, and its passages in unison, 
thirds, sixths. The piano is also treated like a section and is given an 
elaborate and complicated part; the piano parts are of great difficulty and 
it requires a consummate technical and nn.tsical skill to pla;v them. 
The hiQ.i.n .Q. ma,ior, Ql2_. §1, was completed by Brahms in 1882; it is th 
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oDly one of hie twenty-four chamber works in this key. The opening theme 
(Ex. 50) is stated ~ the strings alone; the only time the :piano joins in 
:playing this theme is in the final bars of this movement. (Ex. 51) As in 
the ~ in,! ma.ior, the strings are handl.ed as a 1 tonal unit, 1 and so is 
the brilliant :piano :part. (Ex. 52, 53) 
The second movement is a set of five variations on a theme in A minor. 
The :piano :part in the original theme seems to have an affinity to the be-
ginni:cg of the Balla.de, Qn • .!Q., !2,. l• (Edward) By the time the end of the 
movement has been reached, all the musical :potentialities of the theme have 
been developed, thematically, harmonically, rlzy"tbmically, .and contrapuntal:¥. 
As in all of Brahms variation movements, nothing essential is ever left 
unsaid. 
The third movement is a Scherzo (in C minor) and Trio (in C major) , Wit 
the first section of each :part being repeated. The Scherzo is marked Prest 
the Trio, Pocco meno presto. The 0 major theme of the Trio is one of 
Brallms most broadly soaring melodies. (Ex. 54) The finale is an Allegro 
Giocoso in 0 major, a movement of gey good spirits bringing the work to a 
rousing and happ,y conclusion. 
The Trio iA Q. minor, Qn,. 101, completed at Tbm in the summer of 1886, 
is one of the most concise chamber works that has ever been written. After 
the opening bars of the trio (Ex. 55), the rest of the composition seems 
organically ordained. The entire first movement stems from the o:peniDg bar 
even the second theme seems to be an augmentation of the left hand triplet 
fil?,ure. (Ex. 56) The whole movement is but t'WO l:a.uldred thirty--four bars 
long, but possesses an organic unity and coherence such as only Brabms was 
able to achieve. The second movement, a Pres'lx:l non assai, is structurally a 
Scherzo aDd Trio; even in this movement there are references to the motif 
of the first movement. (Ex. 57) ~he middle section has a wonderful 
~rahmsian qualit,r of lightness and delicate grace. 
The third movement has a lyric simplicity which becomes more and more a 
characteristic of the later :Bralmts. G·eiringer, who has had access to the 
original manuscript, ~s that this movement was originally written in 
7/4 time, and only later changed to one bar of 3/4 follov:ed by two bars 
of 2/4 time.~ This movement, too, seems to have a stru.ctureJ. unity with 
the motive of the first movement. (Ex. 58) The finale begins in C minor, 
bu.t ends in C major; here there is no gloom or depression, only exultancy 
and jubilation. 2 The three trios of O:p. 8, Op. 87, and Op. 101 have beaD. 
discussed together because of their generic relationship. 
Aside from these three trios, there are two other trios scored with 
piano; the greater of these is the 1!Q.In ~. .Qe,. ~. for piano, wal.dhorn, 
and • cello. ~his is a truly unique musical composition; :i:J.ot only is it the 
only trio in the literature for this somewhat unusual instrumental combina-
tion~ but it is also a flawless masterpiece. :Brallms finished this work 
during the swnmer of 18.65; be had no -earlier models for this composition, 
:for there just were no other trios for this combination and there existed 
only a few sonatas for born and piano, such as the O:p. 17 of :Beethoven and 
similar works by Lessel· and :Bernsdorf. And it remains questionable if 
:Brallms knew the works of these latter obscure composers. 
1. cf. Karl Geiringer; :Brabms; Eis !!!!! m9. ~2nd. ed., pg. 241, New 
York, Oxford University Press, 1947. 
2. There is a most interesting article by Fanny Davis in Cobbett's Qyclo-
petic Su.rvw 2t_ Chamber Mu.sic entitled Some Personal Recollections g! 
:Bral:lms y_ Pianist m4 Interpreter. It deals essentieJ.ly with details 
of :Brabms own performance of this very_,~ _ _!~<h_~r. 
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Concerning the trio itself; it was written for the older waldborn 
rather than for the more modern valved horn, and :Brahms preferred tba t it 
be played only on this instrument. He was not reluctant to use the more 
modern instruments; it was rather that he wanted the tone quality and timbr' 
that in his tim_~ .. could be gotten only from the waldhorn. 
The first movement is not in the usual sonata. foxm; the idea of con-
trasting themes and the conflicts of a development section are incongruous 
with the character of the waldllorn. Instead of sonata form, Brahms creates 
rather original form, an Andante repeated three times, with two more agita-
ted episodes separating the Andante sections from each other. This results 
in a type of five part movement, related to the Rondo form. Tovey finds a. 
Classical precedent for this construction in a slightly known violin sonata 
in 0 major of Mozart.l 
The second movement is a Scherzo and Trio, without repeats other tban 
the usual Da Capo. The themes, the harmonies, the writing for the three 
instruments are all highly :Romantic. The third movement, Adagio mesto, .is 
one of the most noble movements in all chamber music literature. There is 
much contrapuntal writiiJg, and in many WEcys this movement is a revelation 
of how very tm1ch the intellect was an integrally important p;~.rt of :Brahms. 
Toward the end of the movement there is a passage into the ~a..)or, an allu-
sion to the theme of the finale, an Allegro con brio, in 6/8 time. Here a.1 
is carefree joy and gladness. The character of the wa.ldhorn is utilized 
to the fullest; indeed, the theme itself seems to be born of the instrument, 
for whenever anyone bas the bad taste to perform this work upon either the 
• cello or the viola, then we truly realize how inseparable in aey conceptio 
1. cf. Cobbett• o 
of :Srallms are the mu.sical idea, the form, the thematic material, the in-
strwnentel combination, a.Id the resultant mu.sical experience. 
The Trio in A minor, ~· 114, for piano, clarinet, and •cello was 
:Brahms last work for a trio ensemble. Through the years, various critiQI 
and commentators have been consistently less satisfied with this work than 
with a:ny other one of his chamber works. The author does not intend to 
comment upon its ultimate value save to remind the reader that ::Sral:ms per-
mitted this work to survive; and ::Sral:mls was a more severe critic of his own 
work than the harshest critic of the professional variety. At eii3' rate, 
enough has been written ab0Ut Muhlfeld and the four works which ::Sral:mls 
wrote for this extraordinary clarinetist without the authors unnecessarily 
increasing the number of words written on the subject. 
These five triosl reveal themselves to be the zenith of piano trio fo 
Possibly the only earlier works which can equal them in scope, in structura 
unity and cohesiveness, in intellectual breadth and inspiration, and in 
spiritual depth are the Op. 97 of :Beethoven (the "Arcbduke" Trio) and the 
two trios of Scbubert. He was the only one of all the composers who so 
magnificently and so monumentally achieved a fusion of the Ol assical pri~ 
ciples and the Romantic spirit. :By dictionar,y definition, a culmination 
"designates the attaimnent by a.eythi~ of its highest point," And it seems 
iD.contestable that these t .rios of ::Sral;ans represent exactly that ••• the 
cu.lmination. 
1. Geiringer (op. cit. pg, 224--22.5) discusses a Piano ~ 1a! ma.ior 
brought out in 19)8 by ::Sreitkopf & Hartel; there seems to be some 
doubt as to its authenticity. At anY rate, :Brahms himself seems to 
have thought it not wortey of :publication, and Geiringer shares the 
same opinion. 
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ORAPTlllR IX 
CONCLUSION 
Early in the seventeenth century, ~ of the great and wealt~ 
families of Italy had the position and the wealth to maintain court musician 
to supply them with 'mu.sica da camera. 1 It was here during this period that 
we should search out the beginnings of chamber music. The prevalent musical 
form of the period was the trio sonata. At about this same time the clavier 
had developed to the extent of having an increased volume and tonal capacitYl 
and the solo clavier sonata was beginning to develop. It is to these two 
primary sources that we can look for the origin of the piano trio. 
c. P. E. :Bach was one of the numerous composers who e:z:erted an in-
fluence on subsequent chamber music works with piano, and he was one of the 
more important precursors of ~dn. Haydn's early trios, however, are 
little more than solo piano sonatas with violin and 'cello obligato, and 
some of hie first trios (from the second period) have more the character of 
the earlier suite. Through the second, third, and fourth periods, the 
piano trio seemed to hold little real attraction for him; but in his last 
period, the form seems to have assumed more signif;icance for him. The 
trios of this last period are larger and more extended works; they are im-
portant, not only in their form, but also in their content. For example, 
the modulations in the last trios are far advanced over aeything in his 
earlier compositions in the same form. 
Mozart was one of the great keyboard artists of his time, and it is 
only natural that he should be interested in the mu.sical forms with piano. 
His finest efforts in these forms are of course the piano concertos, but his 
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piano trios reflect many of the finest features of his piano concerto style 
In the trios, the piano dominates the action, but the violin and 'cello are 
used in a somewhat more venturesome manner than in the trios of llizydn. 
Mozart's finest compositions in this form are the Piano ~!B. I ma.ior and 
the poetic Clarinet Trio in Eb ma.ior. 
:Beethoven was twenty-five years old before he published the three 
piano trios of his Op. 1. :But even in these, his first piano trios, there 
is a more prodigious development than in earlier piano trios. Though 
modelled upon the works of Haydn and Mozart, there were many in:novations in 
these three trios. He writes four movements instead of three; it is the 
first time that a Scherzo appears in a piano trio in place of a Menuet; and 
he uses a sonata form for the last movements instead of the Rondo form. 
There is a steady development throughout :Beethoven's piano trios; the forms 
are enlarged and expanded, especially the variation form. The slO'\'T move-
ment (in variation_ form) of the ~ in :Bb ma.,ior, QR,. 27. (the "Arcbd.uke"), 
is almost orchestral in its effects, and plumbs heretofore unexplored 
emotional depths, for an ensemble combination of three instruments. The 
"Az:chduk:e 11 ~is undoubtedly :Beethoven's most monumental work in piano 
trio form. 
After :Beethoven, Schu.bert was the last but one of the truly distin-
guished piano trio composers, and his two works in this form are both 
trea~ed masterpieces in the literature. He continues to write in large 
and greatly extended forms; and the last movement of the Trio !A !!Q. ma,ior, 
Qp_. 100, must surely be the longest single movement in all piano trio liter 
ature. It is not only in the forms in which Schubert shows his great 
originality, but also in his manner of writing for the three instruments. 
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He continues to write in the virtuoso style established by Eeethoven; but 
in :Beethoven the piano part alw~s seems to dominate over the strings, un-
doubtedly because of the great developments in the instrument during this 
time. Schubert gives to all three parts a greater freedom, yet manages to 
achieve a more perfect balance among the instruments. He writes for the 
violin and •cello in the most grateful register of the instruments; the 
piano part is written above or below thus giving the strings an opportunity 
to sound with great richness and with an unhampered clarity. 
The Romantic composers who wrote in piano trio form were extremely :au.-
merous. unfortunately, the quality of their efforts did not match their 
quantity. They adopt freer forms, and write more brilliantly for all three 
instruments. This concern with tonal color is typically a Romantic charac-
teristic. The best examples of the Romantic trio are those works by Men-
delssohn, and also by Schw:nann. 
After this decline of the middle Romantic period, the form reached new 
and more impressive heights in the piano trios of Johannes :Brallms. His 
achievements in this form are tr~ wortey of that very mch over-worked 
adjective 1great. 1 He was able to masterfully reconcile the best of the 
Romantic characteristics with the demands of Classical formalism. And it 
is at StlCh times as when one is caught in the magic of miracles like the 
1!!2.m !tl.2,, Oo. !:!Q., or the Piano ~ in .Q. minor. Qn. 101. tm t one becomes 
aware of the truths in StlCh words as, "Music is a moral law. It gives 
soul to the universe, wings to the mind, ftight to the imagination, a charm 
to sadness, gaiety and life to everything. It is the essence of order, 
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and leads to all that is good, just, and beautiful, of which it is the 
visible, but nevertheless dazzling, passionate and eternal form."l 
1. Cobbett; op. cit. Vol. I pg. 256 
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APPENDIX II 
A CHRONOLOGICAL LIST OF TEE HAYDN TRIOS 
Chronological order Peters Number Key 
1 19 G minor 
2nd Period 2 26 F major ( 1760-1769) 
3 (Possibly by Michael Hay~ 12 C major 
3rd Period 4 27 F major 
(1770-1779) .5 28 G major 
6 2.5 F major 
7 10 D major 
8 24 :Sb major 
9 1.5 A major 
4th Period 10 20 Eb major 
(1780-1789) 11 16 Eb major 
12 7 E minor 
13 14 C major 
14 11 Ab major 
1.5 31 G major 
16 30 D major 
17 29 F major 
18 13 A major 
19 17 G minor 
20 9 :Sb major 
21 21 C major 
22 23 Eb major 
.5th Period 23 22 D major 
( 1790-1803) 24 6 D major 
25 1 G major 
26 2 J':/1: minor 
27 3 C major 
28 4 E major 
29 .5 Eb major 
30 8 Eb major 
31 18 Eb minor 
APPENDIX III 
FROM SCHUMANN; ON THE SCEUBERT PIANO TRIOS 
11 One glance at Sclmbert' s Trio ( Op. 99 )---and the troubles of our 
human existence disappear and all the world is fresh and bright again. Yet 
some ten years ago a Trio by Schabert passed across the face of the musical 
world like some angry portent in the slcy". It was his hundredth opus and 
shortly afterwards, in November 1828, he died. This recently published 
Trio seems to be the older of the tlfo works. There is absolutely no evi-
dence of erry earlier period in its style and it mey well have been written 
jUst before the familiar E-flat Trio. Yet the two works are essentially 
and fundamentally different. The first movement, which in the E-fla.t Trio, 
is eloquent of extreme anger and passionate longing, is here a thing of 
grace, intimate, and virginal; the Adagio, in the E-flat Trio a sigh, risin . 
to spiritual anguish, is here a blissful dream-state, a pulsating flow of 
eXquisitely human expression. The Scherzos are very similar to each other; 
yet to my mind, that of the B-flat Trio is superior. I will not attempt 
to choose between the last two movements. To sum up, the Trio in E-flat 
is active, masculine, dramatic, while the B-flat is passive, feminine 
lyric •••• 11 1 
1. As quoted by Alfred Einstein; in Schubert; !Musical Portrait pg. 277 
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